for the middle classes to own, paralleling the mania for Trilby related goods in the 1890s. 10 Richards has termed both 'invasive and evasive'. 15 The American actress Miss Heron announced her arrival in London complete with her own adaptation of Lady Audley's Secret, further controlling the medium in which her bodily display could be interpreted. 16 Royal, Brighton, experienced the added frisson of seeing a real peeress, Lady Don, in the role of Lady Audley. 18 The Hampshire Telegraph and Sussex Chronicle contained a suitably reserved review of her earlier performances, choosing to focus upon her successful move from comedy to melodrama rather than on the problematic connections between respectability and theatricality with which Lady Audley's Secret engaged. 19 A review from the foreign news column of the Era for 11 October 1863 suggests why actresses and audiences alike were attracted to role. The extract from the New York Albion concerned the actress and theatre manager Mrs Elizabeth Bowers' performance in . 3 ). 24 Perhaps the most striking aspect of the photograph is the relationship between her lower body and the chair: in directly facing the camera she appears to be sitting astride the chair, an action that denotes sexual promiscuity. immediately outdating the manuscript that Lacy was given to publish. 30 32 Suter's version appeared at the Queen's Theatre on 21 February 1863, a week before George Roberts' version was staged at the St James's Theatre. 33 34 In contrast, her reaction to Suter's version was as extreme as his trademark brand of sensationalist melodrama.
To maximise the impact of her legal action, Braddon and her publisher Tinsley sued for breach of copyright despite the potential for secondary sales from audience members needing to 'fill up from memory [the] many dramatic gaps in the story'. 35 The initial application for an injunction on 23 April 1863 was postponed due to an absence of the defendant's response. 36 By the second hearing on 4 July, Tinsley was also able to present Lacy's Acting Edition of Suter's Aurora Floyd (1863) as further evidence of a serious copyright infringement. 37 Tinsley's action was successful on the basis that Lacy's printed text had broken literary copyright law, as Suter's dramatic plagiarism in performance was technically inadmissible. However, the permanent injunction against
Lacy prevented not only the reprinting of the edition, but also any subsequent performances, as Lacy automatically owned the performance rights after purchasing the manuscript. Tinsley waived the costs, claiming a moral victory for authors that served as a precedent for similar cases. The injunction prevented the single issues of Suter's adaptation being sold, but the text appears to have still been available when complete runs of Lacy's List were purchased. Furthermore, Lacy had also published Hazlewood's adaptation and this version has been more consistently available than the novel. 38 She colludes with the audience in asides which openly display her duplicity as authenticity. There is no schism between word and image: rather Lady Audley's difficulties in suppressing her emotions are exhibited as bodily evidence. Her use of gesture is wide-ranging, from 'violently agitated' to 'laughing lightlyhaving quite subdued her emotion'. 42 The audience witnesses the theatrical method by which Lady
Audley constructs herself as she alternates between authentic gesture and controlled masquerade. This spectacle occupies the centre of the stage, but its frequent positioning at the front of the stage privileges the gaze of the audience over that of the characters.
Although Lady Audley is guilty of falsity, she never hides her true status as an actress from the audience, creating a sympathetic connection that transcends the mere attraction of criminality. 
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